Asghar Farhadi's cinema has found a worldwide audience in recent years, and most of his movies have been globally celebrated. His most recent movie The Salesman, however, has had a dialectical existence in his own homeland. The nature of this controversy reveals up a number of dominant social issues in contemporary Iran. Accordingly, Iranian could be divided into supporters and critics of Farhadi's The Salesman. The former believe that it is about social problems and in association with Farhadi's cinema. The latter see it as his attempt for international celebration even to the point of dishonoring his homeland. This essay offers two contrasting readings of Asghar Farhadi's The Salesman by the Iranian film reviewers and critics. Data collection includes texts which were taken from the most leading cinematic publications, websites and TV shows.
Introduction
One important issue in regard to art sociology is the proliferation of the interpretations on a work of art. This problematic is due to the assumption that the media content is always polysemic, or open to interpretation. (Morley, 1993) . Therefore, a significant question raises, which is how people make readings of cultural forms and perceive the ideological messages. Stuart Hall (1980) has distinguished encoding / decoding theoretical model drawing concentration upon how art is received, consumed and used by people who experience it. He believes there are four primary ways of decoding a cultural text: (1). the dominant -hegemonic reading which takes the preferred reading that is meant by the author, (2). the oppositional reading which shifts the dominant ideology to an oppositional discourse, (3). the negotiated reading which maintains the connection between the ideological and the oppositional readings, and (4). the aberrant reading which indicate how a message can be interpreted differently from what it meant.
The present study offers two contrasting readings of Asghar Farhadi's The Salesman by the Iranian film reviewers and critics. This film has been selected for the following reasons: (1) It was considerably successful at the box office and it broke the record of audience at its first night release ; (2) It achieved too much praise at Cannes 2016 leading to the best screenplay and the best actor awards; (3) It has the common theme of Farhadi's cinematic career that is Iranian modern society breaking up with its traditions; and (4) It might be identified as a social event rather than a mere work of art since a huge amount of review and attention has been dedicated to the movie. Furthermore, The Salesman has been the subject of many clashes though it was officially entered into the Oscars 2017 for the best foreign film category and finally ended up in the second Oscar for Farhadi as well as Iranian Cinema. The nature of these conflicts makes out a number of severe social issues in contemporary Iranian society. The basic thesis of this study is that the experience of viewing a film would determine critical engagement with the dominant social issues.
Review of the Related Literature
Reading cultural texts has been a subject of interest for many researchers in regard to communication studies.
Norman K. Denzin (1989) assumes that "Films, Newspapers, Popular music, published social science articles, art exhibits, soap operas, and romance novels all regularly record and speak to everyday life in modern society (P.37). In his study, Reading Tender Mercies: Two Interpretations, he argued how a Hollywood film, Tender Mercies (1983), represents and speaks to the issue of alcoholism and alcoholic families in American society. His basic thesis is that "all representation of cultural experience are ideological and hence must be read for the multiple meanings that are contained within their texts (P.38). He points out that "the experience of reviewing a film cannot be reduce to causes and effects, but must rather be studied in terms of the fields of experience a film makes available to the viewer (P.37). Denzin provides a methodology for conducting studies of cultural texts.
Regarding Iranian Cinema, Hamid Dabashi presented contrasting readings of Abbas Kiarostami's Through the Olive Trees (1994) in his study; Re-Reading Reality: Kiarostami's Through the Olive Trees and the Cultural Politics of a Post-revolutionary Aesthetics. He argues "that Kiarostami's cinema has found a global audience, and that Iranians respond with furious sincerity for or against his vision of things, are all integral to the cultural consequences of that cinematic vision" which "has sought to reread a reality we have grown to accustomed to reading in old and tired ways" (P.64). Dabashi points out that Kiarostami's presence in his homeland is controversial. The earthquake of 1991 in northern Iran and the film that Kiarostami made in relation to it constitute perhaps the most central battlefield in which his cinematic vision is being questioned. While his admirers join European and American critics, his detractors consider him a talentless pseudo-intellectual who dismissed the tragic depth of the earthquake in northern Iran.
Methodology
In the current study, an analysis of critical readings of Farhadi's The Salesman in Iran will be provided. The data consisted of almost 50 texts which were taken from the most significant cinematic magazines in Iran and in 
A Realist Interpretation
According to Denzin (1989) a traditional realist reading seeks to discover how a film speaks to the universal features of the human condition. It treats film as a window into the world. Therefore, a realist reading of The Salesman as a social film determines the following:

The film is about a young couple in the city of Tehran who are struggling with the case of a sexual assault.
The young woman would prefer not to report to the police and shows up signs of a trauma.
The young man starts a personal investigation to find the aggressor though it bothers his wife.
 Friends and neighbors feel curious and express their comments and feelings about the issue.
The climax in the film is when the identity of the aggressor is revealed.
The key moment is when the woman is in contrast with her husband in regard to dishonoring the offender, a typically honored Iranian old man, in the presence of his own family.
The spectator stands at the difficult position of having to judge.
Re-reading The Salesman
Asghar Farhadi's cinematic career has the reputation of evoking cinematic ethics. In fact, his films express ethical ideas. The Salesman also goes on to this steady theme of Farhadi's works. A dialectical reading of the film reveals how the experience of viewing a film would connect to critical social and cultural issues. The underlying debates over this film are Justice and Ethics, Privacy, Women's issues, culture and politics.
Justice and Ethics
Film Monthly the leading cinematic magazine in Iran provided a special dossier for The Salesman. The majority of critics who wrote for the dossier consider The Salesman in accordance with Farhadi's cinematic career.
Shahram Jafari-nezhad believes that Farhadi's protagonist has consistently been put at the junctures of morals and justice, though the significance of The Salesman is the confrontation of the individual ethics in contrast with the social morals. On the side of this perspective some of the reviews refer back to Qeysar [Behrouz Vossuoghi], the protagonist of a movie (1969) with the same title by Mas'ud Kimiai a well-known filmmaker of the Iranian Cinema's new wave in 1960s. Qeysar decides to take revenge to do the justice over the violence against his sister (Qoreyshi, 2016) . But Emad is the representative of the society's intellectuals. He is a cultural character.
He teaches literature. He introduces literary books to his students which would not be certified with the current educational system which is heavily under the influence of the ideological themes of the ruling class. Therefore, his reaction to the same issue should be different from Qeysar. However, he finally decides to do the justice by
Akram Jamshidi, Shahab Esfandiary 084 himself rather than going to the police. Accordingly, the final sequence of the movie appears to be dialectical and leads to some argumentative concepts such as a "failure to living up the gendered notions of honor" for a What is the main idea of the film? Gradual metamorphosis? The procedure through which an honorable man in the fabulous opening scene become the teacher we will see in the class? Therefore there could be any other play more relevant to the theme. I haven't seen any common motif between the Salesmen and the play except for the socks! 2
In reply to the question "What common aspects have you seen between your screenplay and Miller's text?"
Farhadi asserts:
The most significant feature of the play made me interested in was the fact that although it is a familial drama you might also feel the outside world of their house, the American 
Privacy
In regard to the social issues of the film, Houshang Golmakani assumes privacy a critical issue of modern Iran.
He describes the situation as:
The film initiates with an insecure situation; the building is at the risk of a collapse because of the illegal excavation nearby. But the threat has been existing before, if not to the point of collapsing. There is a metal security door in front of the couple's apartment similar to many others in the city of Tehran . . . Another kind of insecurity exists within the characters;
Babak who is a bachelor with an obscure past is one of the former tenant's clients, Sanam the divorced woman who is identical with Ahoo (her little son goes on drawing on the wall of the same house) and the woman in taxi who is complaining to Emad. This subject would end up in the idea of blackening which is (Iranian) politics and their followers' favorite term being used to intimidate filmmakers concerning social issues. Actually, there have been many crimes announced by the officials, like robberies, sexual assaults and street violence and all of them are examples of this insecurity . . . In contrast to Hollywood thrillers that a catharsis is present as we come to the end of the movie, there is not any sort of catharsis for the spectator and his anxiety is even worsened by observing such a person as a violator;
knowing that nobody could be trusted anymore. And this is the deepest sense of insecurity.
Dr. Shahab Esfandiary, critical theory and film studies professor, in a hit live debate TV show, criticized Mas'ud Farasati and Behrouz Afkhami, Iranian filmmaker, for the outlying implication they back by calling the movie a "failure to living up the gendered notions of honor". He points out:
It is difficult for a woman to talk about the experience of being assaulted. Even in Western countries there might be numerous cases of violence against women while few people might go to the police, therefore it might be even more difficult here in Iran . . 
Contradictions in the text
The main situation of The Salesman is apparently similar to a screenplay written by Bahram Beyzae'i; Haghayeghi between Emad and his student is the main cause of conflict. The student asks him "how a person might become a cow" and Emad responds: "step by step". Many critics take this dialogue as a cliché has been imposed to the story, though it is not the consequence of a real situation that could be imagined in a high school class in Iran.
A number of critical issues dwell on the fact that what has really happened in the bathroom? Is it an objective sexual assault or just a kind of harassment? Many critics have discussed that the physical state of the old man could not allow him to be a rapist. But Farhadi does not show the bathroom sequence in order to let his audience stay with a range of interpretations behind. Mas'ud Farasati contradicts this view in a review in his weblog:
The main question for the spectator of this loose film is that: Has a sexual assault occurred?
In the film conference, Farhadi points out definitely: "It has not happened", while the movie is more likely to show it has been occurred. Whereas it is not due to its mise -en -scène, which it lacks in fact, but due to some dialogues, one by its miserable rapist: "I was tempted" and the other one by its doleful victim: "I wish I had died". Farhadi in another interview, with a Hitchcock-like joking gesture, not really matching with him, says:" I haven't been in the bathroom; I don't know what has happened." What are these contradictions if not bearing witness to frustration?
Furthermore, most reviewers draw specific attention to Babak and Emad's dialogue on the top of the new house.
Emad wishes that it would be possible "to destroy the entire city of Tehran and rebuild it". Babak responds "it had been done before and became almost what it is now". Farhadi's critics see this dialogue as his political manifest addressing the country's rulers.
Conclusion
The present study provides two contrasting views on Asghar Farhadi's recent movie The Salesman. Accordingly, data collection includes texts which were taken from the most leading cinematic publications, websites and TV shows. Farhadi's cinematic vision associates with social problems. In fact, his films highlight critical issues existing in contemporary Iran. Therefore, his movies has found a large amount of interpretation inside the country while highly celebrated outside Iran. The Salesman has had the most controversial presence of Farhadi's cinema in
Iran. The nature of this dispute reveals up a number of dominant social issues in contemporary Iran. The most important is that Iranian society is a polarized society. Actually, the movie's screening reflects on the contradictions within the Iranian society. In this case study, the reviewers who has made a reading of the movie could be divided to the supporters and opponents of the film. The former sought to interpret the movie in relation to Farhadi's cinematic style. They stand for Farhadi's vision about critical social issues such as ethics, women's status or modernity in contrast to tradition. The latter focus on the idea of denigration of Iranians and accuse him of a number of claims, even of being a traitor. They believe that the film portrays Iran in an unsteady and shaky situation by narrating an occasional case of crime. Moreover, the filmmaker's mise -en -scène makes the spectator feel sympathetic with the rapist. Farhadi's critics adapt a prospect against some part of the film's dialogues regarding as clichés. Therefore, they suppose that Farhadi has actually recourse to off screen voice to present his manifest and there is no real narration but detached concepts which are welcomed at Cannes such as the case of sexual assault and violation against women.
